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Introduction 


If you are already playing rock bass and find that, even though you’re 
playing the right notes, it just doesn’t sound like it does on the record, then 
this book is for you. Step by step, I’ve presented the basic principles of 
music: harmony, melody, and especially rhythm, the key to really great bass 
playing. Learning about scales, chords and chord progressions will give youa 
real feel for playing the music as it increases your understanding of music’s 
many dimensions. Soon you'll be able to develop solid bass lines in your own 
personal style,making it easy to jam with friends or actually play in a work- 
ing band. 


Throughout the text, all the exercises are presented in both standard no- 
tation and tablature. Whether or not you read music, you can follow the 
examples—and perhaps learn to read as you're playing. Reading standard 
notation is a valuable skill that's indispensable to the professional musician. 


Remember: the bass is the true foundation of a rock group. Its rhythmic 
patterns often support the entire band. I have therefore stressed timing and 
phrasing, although the melodic aspects of rock bass are fully explored as well. 
Be sure to practice consistently; use a metronome, playing slowly at first, 
then gradually increasing the tempo. If you follow the examples in the book 
and practice regularly, your progress will be rapid and satisfying. It all takes 
time, but the reward is dynamite rock and roll! 


Rick Danko and The Band 


Rudiments of Music 


Tablature 
Two methods of writing music are used in this book; tablature and standard 


notation. The bass has four strings (E,A,D,G); the tablature system used in 
this book has four lines: 


$ 


Bar lines divide the staff into measures: 


measures 
m ai Y Mac 
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barlines 


Each of the four lines of the tablature system represents a bass string. The 
top line stands for the highest-pitched string, the G string, the second line 
stands for the D string, the third line stands for the A string, and the 
bottom line stands for the lowest-pitched string, the E string: 


highest-sounding string 


E 


1 


lowest-sounding string 


An 0 on the tablature staff indicates that you play that particular string 
open or unfretted. For example, an 0 on the bottom line means that you 
play the lowest-pitched string, E, open. 


1 gE 


A number on the staff indicates the specific string and the fret position 
to play. A Š on the bottom line indicates that you play the lowest string 
fretted on the fifth fret. 


: << 


Standard Notion 


Music is generally written on the lines and in the spaces of a five-lined sys- 
tem called the staff. 


The lines and spaces of the staff do not represent specific notes until a partic- 
ular clef is added. Music written for the electric bass uses the bass or F clef. 
It looks like this and must be written on every line of music. 


E 


When notes go above or below the staff they are written on leger lines. 


peo 6 6 
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Time 


A whole note ( O ) receives four beats or counts, a half note ( a ) receives 
two beats, and a quarter note ( d ) gets one beat. The quarter note may be 
divided into smaller fractions. The chart below will help to explain the 
relationship between these different notes. 


whole note p 


1 = — = = 


Pitch 


Every note has a neighboring note higher than it and one lower. To ex- 
press this concept in musical notation we need to introduce two new ideas: 
The sharp (#) and the flat ( b). 


The sharp symbol preceding a note raises that note by one half-step or 
one fret. The flat symbol lowers a note by one half-step or fret. Now we can 
write a series of notes. In the first example all of the new notes are indicated 
by sharps; in the second, all of the new notes are indicated by flats. As you 
look at both of these examples, find each note on the bass. Just follow the 
indicated string. 


Notes on the E string Notes on the A string 
SS 
لے‎ 
Frets: 0 1 1 2 3 4 5 0 1 2 3 3 4 5 
Notes on the D string Notes on the G string 


Notice that whether notated in sharps or flats, both series of notes are the 
same. With the exception of the intervals E-F and B-C, the sharp of a note 
equals the flat of its alphabetical upper neighbor. Notes with this relation- 
ship—for example, As and Bb, or 0 and Db—are called enharmonic equiva- 
lents. 


1 Time 

All of the excercises in this book are written in 1 or common time. The 
symbol for this is either 1 or a @ written on the staff, right after the clef (9) 
symbol. 4 time means that each bar or measure of music contains four 
quarter notes, each one receiving one beat. Therefore, each measure of music 
receives four beats. An eighth note gets half of one beat. When you are count- 
ing out a measure which contains a combination of quarter notes and eighth 
notes, count “1 and 2 and 3 and 4 and”; if it contains only quarter notes, 
just count “1 2 3 4." This way of counting will make it easier for you to find 
out on which beat the written note is to be played. For example: 


کک ا كا 
— & 4 & .3 & 2 & 1 
سس Fort : p 2 2 2 2 m‏ 


ER ++ م‎ 


etc. 


it? = ۳ پچ‎ 


The first passage contains “even eighth notes"—8 eighth notes to the 
measure. The second contains a combination of eighth and quarter notes in 
the following pattern: quarter, eighth, quarter, eighth, eighth, eighth. The 
number of beats which each of these notes receives is: one, one-half, one, 
one-half, one-half, one-half. Most rock music is written in 1 time, which is 
why we will only be concerned with 1 time in this book. 


How to Hold the Electric Bass 


Before you begin playing the music in this book, study the following pic- 
tures. They show you the correct way to hold the bass, use a pick, use your 
fingers, and hold your left hand. Soon you'll get the feel of the instrument. 


sie ال‎ 2 


How to hold the bass. How to use a pick. 


How to hold your left hand. 
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Rock Rhythms 


Rock music has always been a very rhythmic musical form; this makes the 
bass player particularly essential. A bassist’s feel, sense of time, and drive 
really push the music. You therefore gain control over the dynamics and ten- 
sion of the music. 


This chapter deals specifically with rhythm. You will find that the driving 
power of groups like Deep Purple, The Who, Wings and Queen comes from 
the pulse given by the bass player. 


To begin to gain rhythmic control of the music, start with your own 
record collection. Put on some of your favorite records and pay strict atten- 
tion to what the bass and drummer are doing. Once you can listen and catch 
the phrasing your playing will noticeably improve. 


Rhythm is based on note durations; as such it is distinct from the pitch 
value of the notes. Getting the right beat is as important as hitting the right 
notes. 


This chapter is for you to familiarize yourself with various rhythms. Put 
your bass aside for the time being. Our emphasis is on first feeling the 
rhythms, then transferring them to the bass. 


Here are some examples: Grab a pencil and tap out this rhythm: 


ae 


Now pick any note that comes into your head and sing it in the following 
rhythm: 


SE ڪڪ‎ À— —À 


By doing this, and then doing the exercises on the following pages, you 
will begin to gain a good sense of time; by seeing the rock rhythms as you 
hear them, you'll find that reading the notes will become much easier. 


Remember, start slowly and increase your tempos gradually. Use your 
foot to tap 1-2-3-4 in conjunction with your metronome. All the exercises 
are in 1 time. Make sure you feel the tempo first, and let the metronome run 
a bit before you begin tapping. 


Here are some easy rhythm patterns for you to sing and tap. They all use 
whole (©), half (d ), and quarter notes (d). 


== Eee ي‎ e 


[ ce eo د١‎ gE go - 


چ ڪڪ کک کے کے 


Now pick up your bass. Let’s use these same rhythm patterns and add some 
notes to them. You’ll now be playing these notes instead of singing and 
tapping. 

Play these next exercises slowly at first; use a metronome to make sure 
your tempo is correct. As you get the rhythm, you can speed it up. 


= = 2 = j = = 


jii 
il 
| 
| 
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e 


erem 


a» 
ji 
q 
| 
۱ 
| ۱ 
dq 


| 
q 
| 
0 
I a 
LL 
"a 


When practicing, I find it best to expend no more than 45 to 50 minutes 
on serious concentration, and then take a break. Four hours of continuous 
practice does not necessarily mean four hours of learning. Take your time. If 
you are diligent, it will pay off. 
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Here we have some more rhythm patterns that are to be sung and tapped. 
These patterns will incorporate eighth notes, which are used frequently in 


rock music. 


2 SS ag ee 
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You’ve probably noticed that some of these rhythms remind you of pat- 
terns you hear on records. After you play these patterns at a slow tempo 
make a point of increasing your speed, keeping in mind that this is rock 
music and should be played with that “rock feel" you hear every day. 


امس سس ۳ ی Sa rear e‏ بر 


Rock Styles 


At this point we should begin to talk about the different styles of rock bass 
playing. One style, exemplified by Paul McCartney of Beatles and Wings 
fame, is melodic with a driving pulse. Another, characterized by Andy Fraser 
of Free, is simpler and more rhythmic. A third style, which brought Jack 
Bruce to popularity, utilizes a lot of notes to offset the lead guitar and keep 
a driving beat. 


With all these different styles it is difficult to choose just one. The best 
approach is to incorporate a little of each, plus what you yourself feel the 
music calls for. The next pattern presents a more melodic approach to bass 
playing. 


t 


M 
|| 
Mi 
it 
"I 
۳ 


T3 


D7 AT 


| | ee 
Euro 


E7 AT F#7 B7 E7 
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Here are a few lines in the simpler rhythmic style: 


— —— لس س = اوها 
=== ل = 
yd ya‏ 


[—[ —I——- —— اس‎ 
A RE e لو سب‎ I LAE ای ای‎ s 
B RE. SET سسوم‎ VN S| ESEA, DAE احا‎ 
= ا‎ a 


/ 1 | 8 3-1-4-0 و لبم‎ 4 0 0 0 4 | - Lam ل‎ 
À ۳ ما سا‎ FS Ab A ال اه‎ 2 2 A C A ARN | ERN اد‎ | 
Lb 4 MEE Aue rA a ca a Aa [ 4 4| 4 4 ال‎ 
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Rests and Ties 
Here are some more eighth-note patterns. These incorporate rests and ties. 


A rest is a pause in the music, with a time value just like a note. The four 
types of rests that we will be concerned with are: 


O‏ ڪڪ ڪڪ 


whole rest half rest quarter rest eighth rest 


Notice when you listen to records that there are times when it seems the 
bass is not playing (laying out) or is hanging on one note. For example, 
EO this happens in the Beatles’ song "Something" or *Dandelion" by the 
Rolling Stones. What the bass player is doing is creating space. Being at the 
front line of the rhythm section, the bass, by playing less, is keeping both 
the harmonic and rhythmic aspects of the song more interesting. 


These patterns are for singing and tapping: 


> کے کے ج 


55555555555555 Se EEE ا‎ 


= << << << - و 2 رح‎ GEL eS SS 


2 SS Sa 


FBS S ——— Se ed 


2 SS a 
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These next patterns deal with syncopation. Syncopation occurs when you 
break up a musical phrase with a rest or tie. A tie is shown as a curved line 
connecting a note and its repetition; it means that the two notes should be 
played as one, with the combined time value of the two tied notes. Syncopa- 
tion creates movement in the music and gives the lead instrument more room 
to improvise. 


zr] 


(rest on downbeat) tied notes 


As a rock bass player your job is best done when you can create excite- 
ment without stepping on any of the other musicians’ toes. 


The following patterns are for singing and tapping: 


ڪڪ ڪڇ ڇڪ و ج ج 5 2252 EE‏ 


ڪڪ < ڪڪ اک = 


و ص و ي = << << 


2 SSS 2 5 2 سس‎ SS ڪڪ‎ 


A ت‎ 


Now pick up your bass and play the next few pages of excercises. As you 
practice these rhythms, you will find it easier to play these same patterns 
faster; in doing so, concentrate on making certain that you are holding each 
note for its actual time value. 


ڪڪ 
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Review 


If you have followed these exercises through, you now have a solid know- 
ledge of basic reading and rhythmic skills. Keep in mind that the rock bass 
player’s primary function is to keep the tempo steady, and to interact well 
with the other players. 


The next chapter deals with the blues progressions that account for most 
of what you hear today in contemporary music. Before you continue, play 
the following exercises; try to remember all we have discussed. Sounds good, 
doesn’t it? 


و سس ج 


= 
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سس | | | 
اا كلك a ERR RT‏ 
]8 | امن سس EL‏ 3-4 


ue 


John Entwistle 
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Scales and Progressions 


Blues Progressions 


Blues patterns make up a great deal of the basic progressions used in rock 
music. A progression is a sequence of chords which makes up a musical phrase. 


The blues is a contemporary style of vocal and instrumental music, intro- 
duced into this country when African slaves were brought to the United 
States in the 1800s. Blues grew out of their work songs and gospel spirituals. 
The first traceable example of the blues was written in 1909 and published 
in 1912 by W.C. Handy, a black blues artist living at that time. It was called 
the “Memphis Blues." 


A great many blues artists were active in the early and middle 1900s, mak- 
ing the blues a happening musical form. Artists like Big Bill Broonzy, Son 
House, Blind Lemon Jefferson, B. B. King and Albert King are just a few of 
the great blues musicians who have brought us this great music. 


The blues gave birth to rock and roll in the 1950s. People like Bo Diddley, 
Little Richard, Chuck Berry and Elvis Presley brought blues-based music to 
a larger audience. Current artists with roots in the blues tradition include the 
Rolling Stones, J. Geils Band, Foghat, Savoy Brown and the Climax Blues 
Band. 


In this chapter I will give you the basics for playing the blues. Here are 
some simple riffs to get you started. Keep in mind that these phrases should 
be played slowly at first; concentrate on good time and a clear, even tone. 
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Twelve-Bar Blues Progressions 


Play this exercise; listen carefully to its rhythmic pattern: 


24 


What you have just played is a twelve-bar blues progression. It is called 
that because if you count the number of bars (measures) you will find 
twelve of them. The bass line is called a walking bass line because the bass 
plays on every beat of the measure, creating a “walking” feel. This pattern 
is often heard in recordings by Fats Domino, Chuck Berry and Little Richard, 
and is still popular today. All twelve-bar blues progressions do not necessarily 
have walking bass lines. 


The next group of patterns will take you through some ascending (going 
higher in pitch) and descending (going lower in pitch) progressions. Bass lines 
are meant to create moods; by playing lines that travel up and down you will 
assume a more active part in the music. These patterns should be played very 
deliberately to insure that you understand the concept of ascending and de- 
scending lines. 


If you are going to use a pick, like Felix Pappilardi (of Mountain) or Paul 
McCartney, it is best to acquire a few hard and a few medium picks and 
choose the ones best suited for yourself. Soft picks give an indistinct sound 
and they break very easily. The clean attack a pick provides is widely used 


today in a variety of situations, but the famous “‘pop”’ that you get with 
your fingers is just as valuable. The pop can be heard on “Lowdown” by Boz 
Scaggs, on George Harrison’s 33 1/3, or by Lee Sklar on the latest James 
Taylor album, JT. Playing with your fingers will also give you a more rounded 
or “fat” tone, whereas a pick produces more of a click-type or trebly sound. 


Learning to use both a pick and your fingers will lead you to become a 
more versatile bassist. It never hurts to know more than one way of doing 
something. 


Here are two more progressions to play: 
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MN 2<< <<‏ 
سح ڪچ << <<. eee‏ << ح 


As you can see in these two progressions, the lines go up and down, creat- 
ing movement in the music. The number of notes that is being played is not 
as important as the fact that the bass line can stand alone as a pure and 
simple melody which, when added to the lead melody, supports the whole 
group. 


The next pattern uses octaves as a means of emphasizing the basic notes. 
Instead of just plucking the A note on an A chord the line uses both the low 
A note and the A an octave (eights steps) above. This helps to support the 
rhythm section without getting in the way of the vocals or the soloist. 


vnl iun 
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John Tout of Renaissance 
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This progression is a shuffle. It lies on the same note but, by using eighth- 
note patterns, the music is pushed to create a driving blues. 


C7 F7 C7 
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Scales 


As well as being twelve-bar blues progressions, these patterns have another 
name: J-[V-V progressions. The Roman numerals correspond to the degrees 
of the scale. This is an F major scale: 


F G A Bb 0 D E F F 
o € e 

oe = > = = 

I II IH IV V VI VII I I 


oe! | | 
اه‎ 
TL 
wt | 
dà 
Te 
The 


A scale is a succession of eight notes arranged in a pattern of whole steps 
and half steps. Referring to the degrees of the scale, you can see that the I is 
an F note, the IV is Bb and the V is C. With this system you'll be able to 
play a -IV-V progression any where on the bass, in any key. 


There are twelve tones in western music, each a half step away from the 

other. Starting from C, these twelve tones are: 
C, C#/Db, D, D#/Eb, E, F, F#/Gb, G, G8/Ab, A, A#/Bb, B, C 

With the exception of the intervals from E to F and B to C (half-steps), all 
the intervals between naturals (notes neither sharped nor flatted) are whole 
steps. This arrangement of whole steps and half steps (from C to C) is a 
major scale. 'The pattern of intervals for a major scale is always the same, no 
matter what key you're playing in. 


(Key 
tone) 
I II III IV V VI VII I 
8 8 P # $ f P 
E ده‎ 5 2 m 2 t= 


With the above information you can construct a major scale in any key. For 
instance, in the key of A, start with the key note, move up a whole step, 
another whole step and so on, applying the pattern, and you’ll end up with 
an A major scale. 


ڪڪ ڪڪ ڪڪ 
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Key Signatures 


Almost all music is written in a particular key. The key refers to the scale 
associated with the key tone (or tonic), the note on which the piece of music 
often begins and usually ends. The key is indicated by the key signature, 
which appears between the clef sign and the time signature (in this book, 4 y 
The key signature is made up of the sharps and flats in the scale of that key. 
For example, F major has one flat—Bb. So the key of F major is indicated 
by a flat sign on the B line of the staff: 


a 


Note that the key of C major contains no sharps or flats: 


To cancel a sharp or a flat at any point in the music, a natural sign (4 ) is 
used. For example, if we were playing in the key of F major: 


و 


the 4 would cancel the b and make the note a B natural. The natural sign only 
applies to the measure it is used in, and must be notated later if it is to be 
used again. 


Before you begin to play any piece of music, check the key signature so 
you will know which notes (if any) are to be sharped or flatted whenever 
they occur. 


Here is a list of the major key signatures. You should memorize the names 
of the sharps and flats for each of the keys, especially the ones that we will 
cover in this book. Here are the ones primarily used in today’s rock. 


C Major F Major 
no sharps JE flat ): — 
or flats Bb س ي‎ 
: B Major 
G Major z z 
I E aiu ي‎ 
FÉ Bb, Eb ——<——, PUE 
D Major $ d - 5۵ EN Eb Major D: 
2 sharps ): - —— 3 flats : ES 
Fi, cd = Bb, Eb, Ab 
A Major Ab Major 
3 sharps 9: ae i 4 flats 2 57 5 
۴۷, cH. GE = Bb, Eb, Ab, 
Db 
E Major Db Major 
4 sharps H 5 flats z 
ار با‎ E 2 Bb, Eb, Ab, 5 zm 
pj pb, Gb 
B Major Gb Major 
5 sharps + 6 flats i 
FH, cf, eye # fa Bb, Eb, Ab, 2 b pe 
pH, ag Db, Gb, cb 
FË Major 


6 sharps 5 
jua? gh 


Let’s get back to the blues progressions we were talking about earlier in 
the chapter. There are a few more progressions in the I-IV-V pattern. 


Again, a C major scale: 


C D E F G A B C C B A G F D C 
۳ " o جه‎ > 2 5 ۳۷ z 
O > o 
5 5 كم‎ ^ 
SS o جڪ ڪڪ ڪڪ جڪ ڪڪ ڇڪ‎ 


31 


To find the I-IV-V progression we look at the scale: I is C, IV is F, and V 
is G. Below is a progression of the ascending-descending type. After you have 


played this progression at a slow tempo, experiment with your metronome 


at various settings. You will find the same notes take on a totally different 


character with each tempo change. 


C7(I7) 


F7(IV7) 


0010 


C7(17) 


F7(IV7) 


G7(V7) 


C7(17) 


F7(IV7) 


G7(V7) 
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Certain one- or two-bar phrases can be used over and over again as a bass 
line to an entire song. (Jack Bruce on “Sunshine of Your Love,” “My Girl" 
by the Temptations and “Manic Depression” by Jimi Hendrix, with Noel 
Redding on the bass.) 


Here are a few phrases typifying that kind of line. Note that the music is 
in the key of E major. 


=e 
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The next pattern is reminiscent of the riff used by Ten Years After in 
the standard blues “Good Mornin’ Little Schoolgirl.” It is a primarily eighth- 
note rhythm exercise which, when played loud, gives a driving sound to the 
music. 


Chris Squire of Yes 
34 ré 


Transposing 


When your fingers begin to memorize these patterns in the keys they are 
written in, it is time to begin playing them in other keys to familiarize your- 
self with the neck. This process is called transposition. 


Now that you have played the riff in E major, let’s play it in the key of A 


major. The trick in transposing is to remember the particular fingering and 
duplicate it in the new key. 


اس ————— 


By just moving the fingerings to other strings and up and down the neck, 
you can play any riff in any key. 


Let's take a riff in E major: 


ET 
I s 


Here is another simple riff in the key of G. Let's transpose this through 
five other keys: 
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In the 50s, rock music was heavily influenced by the blues. This next pat- 
tern is similar to that played in a song called “Boney Maroney." It utilizes 
eighth-note patterns as well as a repeating phrase. Play it at a medium tempo. art 
Again, note the key signature: the three sharps (C8, Ft, G8) mean A major. 
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Here is another twelve-bar blues progression in the key of C. See how many 
keys you can take it through. I will start the progression for you in the five 
other most important keys in rock music. Practice this slowly to learn trans- 
posing thoroughly: 


C7(17) F7(IV7) C7 (I7) 


—À‏ ر 


C7(17) 
SSS 5 == 
E سس‎ pt 
G7(V7) F7(IV7) C7(17) 


ا ا گے 


= 


۳ و ۳ 


F7(I7) Bb7(IV7) 


of = 


جح ڪڪ = کڪ کڪ کد 
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etc 


G7(17) C7 (IV) 


à 


A'T(YT) D7(IV7) 


. ڪڪ‎ : - 
p y 
D7(17) : 2 ae 


E7(17) A'(IV'T) 


: 


دح 
" 
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More Progressions 


Blues are not confined to just the I-IV-V progression. Other progressions 
are frequently used in rock music; one in particular is the I-VI-II-V progres- 
sion. This one was used a great deal in the 50s by groups like the Dovells, 
Dion and the Belmonts, the Drifters and many others. 


This progression is built on the first, second, fifth and sixth notes of the 
major scale. 


Here is an example using the C major scale. 


I-VI-II-V-I 


T Te 
Tim 
BEBE 
i 
sacs 
| | ته‎ 
-H& 
T eb 
BK: 
TH 


We take the same steps to discover the notes of this progression as we did 
for the I-IV-V progression. First find the I (C), then the VI (A), then the II 
(D) and finally the V (G). Using this same formula, you can find any I-VI-II- 
V progression in any key. 

This next exercise will take you through the six keys we have been work- 
ing with using the I-VI-II-V progression. This pattern is reminiscent of the 
song “Silhouettes,” a huge hit of the 50s which was recorded by Herman’s 
Hermits in the 60s. 


Dmin G7 
f = 
II V7 

——— 

ڪڪ 
F Major‏ 

F Dmin Gmin C7 
ڪڪ ڪن‎ << 
I VI II V7 
<< t 


G Emin 


E = ِ 
I VI 
ie SS 
A Major 


= 


چچ 
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Tone 


At this point you should begin to think about the electric bass in terms of 
what tone you want to hear. For example, do you want to get a round, 
bassy sound, or a sharp trebly tone? Playing through the previous exercises at 
various tempos has developed your ability to move around on the instrument 
fairly well. Now it’s time to put the music and the tone together. 


We spoke about picks briefly on page 24 ; now let’s talk about fingers. 
There are two basic ways to attack the strings. One is to hit the string on top, 
the other is to pluck the string from underneath (see figure below). 


Practice both styles of attack; you’ll soon be able to identify which type is 
used on your favorite records. Gradually you’ll come to know which type is 
best suited to any particular music. 


Some bass players who use this fingerstyle approach are Willie Weeks 
(George Harrison’s 33 1/3), David Hungate (Boz Scaggs’ Lowdown), Lee 
Sklar (James Taylor's JT) and Larry Graham (of Graham Central Station). 


Here are three progressions to get your right hand moving: 


۸)1( F# (VI) B(II) E(V) A(I) FF (VI) B(II) E(V) 


uà tege =: 2x 4 z ae y zz EE 


EET 7 EET = ره‎ = eee 
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F(I) D(VI) G(II) C(V) F(T) D(VI) G(II) C(V) 


ڪڪ = رح << -- 


ge dh کڪ‎ E48 


G(I) E(VI) A(II) D(V) G(I) E(VI) A(#) D(V) 


Paul McCartney 
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Chords and Arpeggios 


Major Triads 


This chapter deals primarily with chords—the harmonic part of music—and 
further explorations into rhythmic patterns. 


You have been working in the six most frequently played keys in rock 
music. Since there are twelve keys in all, here are three more to familiarize 


yourself with. 


Eb Major 
Eb F G Ab 0 D Eb Eb 0 Bb Ab G F Eb 
و‎ oy > > ee = 
rs =e ep 3—4 
Bb Major 
Bb C D Eb G A Bb B5 G Eb D 0 Bb 
. —— o o 
m: o X» € = = - = 2 € 
6 3 
=F 
حت‎ 2 Eee i E | 
B Major 
B 0# Dj FH Gi 4 B Gi Ft E Dni ch B 
o 
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As you remember from page 29, a major scale is a series of eight notes 
arranged in a pattern of whole and half steps. Major chords are constructed 
from these scales. Let’s take the Eb major scale and use its first, third and 
fifth notes, playing them over and over. 


Eb 


These three notes make up the Eb major triad. A triad is a chord consist- 
ing of three notes: the root, and its third and fifth. 


Here is a rhythm pattern using the root, third and fifth of the Eb major 
scale. 


This next exercise will take you through the other eight keys that we have 
been working in. This rhythm pattern should be practiced over and over 
until you are confident about it. 
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Learning these basic chord note patterns will help you when a player just 
calls out the chord changes to a song—and you have to play. Once you know 
the notes in a chord, adding other scale tones to create interesting bass lines 
will come easily. 


For instance, play these chords: 


C Major F Major 


ii == SS 
SS eS 


Now, add some interesting rhythmic variety to create a more interesting bass 
line: 


C Major F Major 


zu Epp SF 
sss I 


By adding a couple of notes from the appropriate scales you can have a 
better pattern rhythmically and melodically. 


F Major 


Here are the chord-note patterns which will aid in creating better bass 
lines. Try to memorize them. 


E Major 

1 

2 

2 1 

2l al 

مس 
2 £ 
—T 4 ١‏ 


i 
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Bb Major 


The major scale contains three major triads which are built on the first, 
fourth, and fifth note of the scale. Let’s go back to the C major scale: 


© o e = 
IV I 
= 3— = ۳ j 


G Major 


These three chords are the basis of the I-IV-V blues progression. But the 
bass does not usually play chords. Instead, by playing the notes of the triad 
one at a time, as inthe previous rhythm exercises, you will have played what 
is called an arpeggio. An arpeggio is the playing of the tones of a chord one 
after another in succession, instead of playing them simultaneously. 


Minor Triads 


The major scale also contains three minor triads, built on the second, third, 
and sixth degrees of the scale. A minor triad consists of the root ( first degree 
of the scale) with the third (which is flatted) and the fifth above it. 


Here is the C major scale: 


© > o 


0 € 2 


uU 
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In a C major scale, the minor triads are built on D (II), E (III) and A (VI). 


7 > 
— e 5 8 g 
Dminor Eminor Aminor 
II 111 VI 
pr : = 


In the following example, you can see the difference between major and 
minor triads. In the C minor triad, the third is flatted. Similarly, an F minor 
triad contains an Ab while the F major calls for an A natural. 


A aS 
3 1 
1 to To to 2320 
C Major Cminor F Major F minor 
۱ ۱ = 


Here is a chart of the minor arpeggios in the eight keys we have been work- 
ing in. As with the major arpeggios, practice these until you can play them 
confidently. 


G minor 
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D minor 


E minor 


B minor 


F minor 
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Bb minor 


Here is a chart of triads in a major scale using every note of the scale. Let’s 
begin with C major: 


۱ — 
و ح رح .<< . 


G Major A minor B minor (b5) 


== 
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All chords are based on these major and minor triads, but there’s a lot 
more you can do. For example, you can add the seventh of the scale to 
create more interesting chord sounds. 


When you add these notes there are certain rules that apply. For instance, 
the major seventh chord is built 1 (root), 3,5,7. The minor seventh is built 
1 (root),b 3,5,b7. The fifth degree of the major scale is the only exception to 
this rule: it is built 1 (root), 3,5,» 7. This is a dominant seventh chord. The 
chord built on the seventh degree of the scale gives you a minor triad with 
the fifth flatted. Adding a seventh to the chord makes its construction 1 
(root), b 3,b5, b7. 


bz 5ط‎ b3 


Ic 


With this knowledge of how to build chords, it will be much easier to 
create your own bass lines from simple chord changes. The next chapter will 
deal with the creation of your own bass line. Remember, playing a bass line 
and just using arpeggios of chords are two entirely different things. Knowing 
the harmonic aspect is important, but being able to use your knowledge of 
chords to produce melody lines is really where it's at. 


Creating Your Own Bass Lines 


You now have the basics which enable you to create your own bass lines 
by just looking at chord symbols. Rock bass playing can be a simple reaf- 
firmation of the chords by just playing the root (first note of a chord) or it 
can be as complex as a melody line accompanying the lead instrument. 


You should now have the technical knowledge, theoretical understanding 
and facility in playing quite a few rhythm styles to be able to play rock bass 
with other musicians. But what if you get together with a drummer, piano 
player, singer and lead guitarist, and they throw a chart of chord symbols at 
you? What do you do? How do you begin? This chapter will focus on the 
practical aspects of getting down and doing it. 


Let’s start with a set of chord changes and see what you can make of it. 


Bmin7 E7 Bmin7 E7 
کر‎ uu در‎ 2 WM ee 
A Maj7 D Maj7 A Maj7 D Maj7 


]— ا ^ 4 Z2‏ ا التي 


Bmin7 E7 Bmin7 E7 


A‏ << ست رمرم م9 


Play the note that corresponds to the chord name, four beats to a measure. 
Play four quarter notes on B in the bars that say B minor 7, play the E note 
for four quarters in the bars that say E7, play the A note for four, and the D 
note for four in their respective bars. 


A Maj7 D Maj7 A Maj7 D Maj7 


= یلصم جح ا 


لا 
qi.‏ 
qu.‏ 
a |‏ 
۱ 
ou‏ 
oul |‏ 
qu‏ 
$ 
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Next,alternate between the root and fifth of the chord (1-5-1-5 etc.). This 
will begin to add melodic interest to a harmonic bass line. 


We are aiming for a bass line that both keeps the chord defined and adds 
some variety to it. 


Bmin7 E7 Bmin7 E7 


SS SS et‏ << 2 ا 


— 2 سس سر — 


3 "LI e" 


مت دح هم + — اك 


کلمت م ي 


For certain songs the 1-5-1-5 type of bass line is all that is necessary for 
the tune. Groups like the Eagles, Doobie Brothers, Firefall and some of the 
country rock groups all utilize the 1-5-1-5 lines in some of their songs. How- 
ever, with the more progressive groups like Queen, The Who, Be-Bop Deluxe, 
Genesis and others, that particular pattern is not enough. Let’s use the for- 
mula for arpeggios in the next chart. Keep in mind that you are keeping time 
evenly as well as hitting the notes distinctly. 


Bmin7 E7 Bmin7 E7 
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Bmin 7 


Once you have the tune worked out harmonically (chords) and have given 
some melodic activity to the piece (arpeggios), it would be wise to add some 
rhythmic variety as well. Rhythmic variety does not mean playing lots of 
notes; it could very well be the subtraction of notes that makes the song in- 
teresting. Using this progression, here’s an example of rhythmic variety. 


E7 Bmin7 


eee 


soe mmm ETE 


D Maj7 A Maj? D Maj? 
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Let's review these techniques. We've gone from playing just the root, to 
the 1-5-1-5 line, to adding arpeggios, to rhythmic variations. Once you have 
this pattern down, your bass lines will come fluently. Now you can add 
specific variations based on your own feelings and understanding of the 
music. Don't be afraid to experiment, to put your own personality into the 
bass line. The basic pattern will always assure a correct bass line; the addi- 
tion of your own style guarantees that the sound coming out of the amp is 
not just what's on the sheet music, but has your personal signature. Remem- 
ber that whatever you try, the three dimensions to always keep in mind are 
harmony, melody and rhythm. 


Playing in a Group 


Now that you’ve gotten this much together, you should begin playing 
with other musicians and maybe even forming your own group. The most 
important thing to remember is that it takes time to get familiar with other 
players, and for the result to sound like music. Practice and patience are 
most necessary. 


To start with, you and the drummer must get in sync. This means you 
should listen to what is being done with the bass drum and try to follow it 
with your own bass line. Next listen to what the drummer is doing with his 
hi-hat. The drummer could be playing quarter notes on the hi-hat: 


E سكو‎ e 


This should make your pattern fall on the one and the three of the measure 
to strengthen the time: 


C F 


dS 
| BEN 
444 
a 
4 
6۱ ۱ 
4 
`- 
۱ 


etc. 


Sometimes he might be playing asimple eighth-note pattern on the hi-hat: 


So it would be best for you to play a busier line: 


صح ایح دح oo‏ << 2 


ee Se 


When you start to play songs that you hear on the radio, listen to the 
parts you are going to play and take it from there. A critical listener can hear 
the bass and drums playing together and then apply this unity to his or her 
own band. 
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In another situation which often occurs, a chart is thrown in front of you 
and you have to read it as well as interpret what you and the drummer 
should be doing to make the music cook. For example, take this blues 


Se MERO 
تت — دح‎ 


إت 
Hæ‏ 
He‏ 
Ths‏ 
TT‏ 
T Tee‏ 
el‏ 
۳3 
0 
تاه | 
|| 


After you have read this, keep in mind that the drummer, knowing it is a 
blues tune, will play either with a shuffle feel like “I’m a Man" by the Yard- 
birds, or a funky blues like “Let Me Love You" by the Jeff Beck Group or in 
a rock and roll style like the early Rolling Stones. This makes it easier for 
you the bassist, to blend in, since his pattern will set up how you play your 
line. Always listen for the downbeat, and try to feel the drummer and con- 
centrate on the written music simultaneously. 


After hooking in with a drummer, it becomes necessary to add a guitar to 
the line-up for solos and support. Adding a guitar means that you now have 
to listen to two people and interact favorably with the music. Since the gui- 
tarist will add both rhythmic and melodic support to the tune, you have to 
be aware of his line and make sure that yours does not interfere. Too much 
playing can conflict with the musical ideas. 
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The simple rule to follow is: when the guitar is soloing, leave room in your 
line for his contribution, but when he is playing rhythm, you have the free- 
dom to play a little more. 


As the three of you practice your parts, it’s soon time to add a second 
guitar or a piano. Acquiring another melodic instrument requires you to de- 
cide how to create a line which is pleasing to both the listener and the 
players but which doesn’t conflict with any of them. This can be done by 
playing a bit more on the chord tones as discussed in the chapter on blues 
progressions, and occasionally playing a fill. 


When your band is complete, dynamics can be added to the piece. Dyna- 
mics add expression to a piece of music. When you play loudly in a certain 
part of the song or softly in another, you are creating dynamic levels. 


When you're playing a blues progression, a good dynamic change is to 
lower your volume at the start of a solo and build up volume and intensity 
as the soloist starts cooking. Another technique is to have the bass and 
drums play through the progression without the other instruments. This 
works great when you have already had a couple of solos and you want to 
grab the audience and then burst into another flurry of solos. 


If you have a singer who is taking charge as the leader of the band, it's 
necessary to keep an eye on him or her for counting of the songs and signal- 
ing the endings. Also, when a singer is in the middle of a verse, it is best for 
the bass and drums to be playing simple patterns, so as not to take away 
from the lyrics being sung. 


Remember that when you are playing in a group, the key is to play to- 
gether and develop a sound that is more than just four or five people playing 
at the same time. It is more important to have a true band sound than to be 
merely a group of soloing musicians playing together. It does take time. 


Play a lot with your group and continue to practice alone, and you will 
be surprised at the progress that you will make. 
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Selecting Equipment 


Electric Bass 


At this time there are a great many electric basses on the market. With the 
advance of electronic technology, basses are becoming quite versatile in the 
sounds they can create. Despite all the added accessories that are available, 
the standard of the industry is still the Fender Precision Bass. It has one pick- 
up that is split in half, one volume and one tone knob. Fender also makes a 
Jazz Bass model that utilizes two pickups, a volume and two tone controls. 
It has a slimmer neck and is useful if you have small hands. Another Fender 
is the Telecaster Bass, which also uses one pickup but has a thinner neck 
than the Precision. Fender also makes two three-quarter size electric basses, 
which have smaller necks and bodies—the Mustang and the Musicmaster. 


The Gibson company has come out with several models that are in use 
today, including the EBO, EB3, the Grabber, and the Ripper. The EBO and 
EB3 have a smaller neck than the Fenders and use either one or two pickups. 
The Grabber and the Ripper have longer necks (comparable to Fender) and 
use either a sliding pickup or two mounted pickups. The sound they produce 
is rounder than the Fender, which has a punchy type of sound. 


The Rickenbacker company has a line of bass guitars that are very popular 
with Paul McCartney and groups like Yes, and Genesis. They can be pur- 
chased in either mono or stereo versions and they can produce a very trebly 
tone. 


Many smaller companies have come out with electric basses: Travis Bean 
(their basses have aluminum necks and two pickups); Alembic (their basses 
are very expensive but have features no other bass has—pre-amps built in, 
long-scale necks, etc.); and Carl Thompson (who custom makes fretted and 
fretless basses that have wonderful tones). Ernie Ball, the string manufac- 
turer, has a nonelectric bass shaped like an overgrown acoustic guitar called 
the Earthwood bass. The author uses a custom-made C. B. Rich bass for per- 
forming and studio work. The list goes on, with new manufacturers coming 
out with new styles and electronic gizmos all the time. 


The important thing is to find a bass that suits you and your needs. Try as 
many as you like, making sure that the frets are all in tune and the same 
height, the neck is straight, and all the electronics are working properly. 


Amplifier 


For the beginner, a large amplifier is simply not necessary. Ampeg Elec- 
tronies puts out an amp called the B-15, which is used professionally both in 
studios and on live dates at small clubs. It is quite dependable, and earns its 
nickname, “the workhorse.” Other small amps are made by Peavey (TNT), 
Fender (Bassman), Sunn, and Acoustic. 


If you are playing in a group that uses big amplification, check out Gallien 
Kruger, Ampeg SVT, Sunn Coliseum, and Acoustic 360 amps. 


As with basses, try as many as it takes till you feel comfortable with one. 


Effect Boxes 


After you have been playing your bass awhile, you might like to experi- 
ment with a couple of effect boxes to enhance your sound. Many different 
companies make these boxes, or pedals; I will describe the function of each 
and you can decide which box fills your particular need. Once again it is 
important to try as many as you can to be sure you get exactly what you 
want. A few of the bigger companies making them are MXR, Electrohar- 
monix, Vox, Morley, Dan Armstrong, and S. Hawk. 


A “wah wah” pedal does exactly that -creates a tonal effect of going from 
bassy to trebly producing that wah wah type of sound. 


Phase shifters give the bass a swooshing sound similar to that used by or- 
ganists through a Leslie speaker. Try many of these, because some function 
better for guitar. You need one that can reproduce the low E string cleanly. 
A flanger is a more sophisticated phase shifter and should be more effective 
on the low E string. Once again, check out a few. 


A funk machine gives a wah effect with extra punch, but can not be regu- 
lated as easily because it has no pedal. It is used alot by Larry Graham of 
Graham Central Station and by Will Lee of the Brecker Brothers. 


These and other effect boxes should be available at your local music 
store. If they don’t have a particular model, I’m sure it can be ordered. 


i POR jit‏ وروي 
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Wah-wah and fuzz pedal Phase shifter 


Strings 


Strings are made in three different styles; flatwound, roundwound, and 
half round (a combination of the two). I suggest you try out a few sets to 
find which suits you best. The roundwound are hardest on the fingers and 
the neck of the bass, but produce a very clean, trebly tone; the flatwound 
have a rounder sound and are easy on the hands. A few of the major com- 
panies producing strings are Fender, Rotosound (John Entwistle uses these), 
'La Bella, D'Addario, and Dean Markley. These strings come in light, medium, 
and heavy gauges. Your best bet is to start with medium-gauge strings and 
take it from there, trying others as the need or desire arises. 
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Discography 


Jack Bruce 
The bassist for Cream. He created a style that features a lot of melody. 
Fresh Cream, RSO 3009; Disreali Gears, RSO 3010; Wheels of Fire, 
2-RSO 3802. 


Jack Cassidy 
Played with the Jefferson Airplane and then formed his own band, Hot 
Tuna. He has a very blues-oriented style. Surrealistic Pillow, RCA 3766; 
After Bathing at Baxters, RCA 4545; Volunteers, RCA 4238; Hot Tuna, 
RCA 4353; Electric Hot Tuna, RCA 4550. 


Rick Danko 
Plays with the Band ; can rock when he wants and play soft slow tunes 
with ease. Sometimes usesa fretless bass. The Band, CAP STAO 132; Stage 
Fright, CAP SW 425; Rock of Ages, 2-C AP SAB 11045; Northern Lights/ 
Southern Cross, CAP ST 11440. 


John Deacon 
Bassist for Queen. He plays in the hard-rock tradition with a fine group. A 
Night at the Opera, ELK 1053; A Day at the Races, ELK 1091. 


John Entwistle 
Plays with The Who. One of the world's foremost rock bassists, he always 
has inventive bass lines. My Generation, MCA 4068; Happy Jack, MCA 
4067; Sell Out, MCA 4067; Tommy, MCA 10004; Smash Your Head 
Against the Wall, MCA 2024; Whistle/Rhymes, DL 7-9190. 


Andy Fraser 
Played with the rock group Free; has an imaginative rhythm-and-blues 
style. Fire and Water, A&M 4268; Best of Free, A&M 3663. 


Tony Levin 
One of New York's top session bassists, and deservedly so. He displays a 
few styles on this record. Peter Gabriel, ATCO 36-147. 


Paul McCartney 
What need be said? Anything by the Beatles or Wings. 


Felix Pappilardi 


Bassist and producer for Mountain, a hard-rock group. Avalanche, COL 
33088; Best of Mountain, COL 32079. 


Carl Radle 
A leading West Coast session bassist. Any Leon Russell or early Joe 
Cocker. 


Michael Rutherford 
Uses his bass asa melodic instrument with this English classical rock group. 
Any album by Genesis. 


Chris Squire 
Anyone who can play bass this well and sing at the same time is just 
fabulous. Any Yes album. 


Willie Weeks 
A session bassist with some very funky rock lines. George Harrison 33 1/3, 
Dark Horse 3005. 


Riffs 
and 
hords 


or 
Guitar 


Blues Riffs for Guitar 

by Mark Michaels 

This exciting new compendium gives you 
hundreds of riffs in the styles of all the 
major blues masters. By playing and 
using these riffs, the blues player can 
gain important insights into the theory 
and, more important, the feel of the 
music; how performers like Freddie 
King, Albert King, Buddy Guy, Otis 
Rush, Eric Clapton, Mike Bloomfield, 
and others get that true blues emotion 
into their playing. Useful for beginners 
as well as professionals. Chord changes 
for all riffs are included, plus perform- 
ing hints and a discography. In standard 
notation and tablature. 


Jazz Riffs for Bass 

by Rick Laird 

This exciting new book, written by the 
former bassist with the Mahavishnu 
Orchestra, teaches the intermediate to 
advanced player how to develop a fluent 
solo technique. The acoustic or electric 
bass player can learn to play riffs in the 
styles of Eddie Gomez, Scott La Faro, 
Ron Carter, Stanley Clarke, Jaco 
Pastorius and others. Jazz scales and 
modes, odd time signatures and modern 
techniques are all covered in depth. 

Also includes solos, notes on practicing, 
a convenient chord scale chart, a bibliog- 
raphy and discography. 


Rock Riffs for Guitar 

by Mark Michaels 

This unique "how-to-build-riffs'"" ap- 
proach for the electric guitar includes 
musical excerpts in the styles of Chuck 
Berry, Jeff Beck, Duane Allman and 
others. Special sections cover picking, 
fingering, bending, muting and hammer- 
ing. Single and chordal riffs are all 
graded from easy to advanced. Discog 
raphy included. 


Rock Riffs for Bass 

by Tom Wolk 

This book offers a wealth of material 
for the electric bass player who wants 
to learn to play in the styles of Paul 
McCartney, Jerry Jemmott, Harvey 
Brooks, Chuck Rainey, Rick Danko, 
Phil Lesh, Jack Bruce and other great 
rock players. Styles covered range 

from rock's early beginnings to the most 
modern synthesizer-type bass lines. The 
riffs are built on authentic rock progres- 
sions, and include New Orleans, Mem- 
phis, Motown, disco, pop and reggae 
music. All pieces show chord changes 
and fingerings. Discography included. 
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Contains everything you need to know for playing 
dynamic rock piano. Written by an outstanding 
rock and country pianist, it is packed with 
professional know-how on the right sound and 


: . gospel. . 
country shuffle. . . . in addition to pop-rock, ‘R&B 
and funk grooves. Filled with tunes and exercises 
designed to ensure that you make rapid progress. 


Amsco Music Publishing 
U.K. Code U.K. ISBN 
AM 25172 0-7119-0176-7 
U.S. Code U.S. ISBN 
020207-7 8256-2207-7 


For the guitarist who wants to play exciting, 
original rhythm guitar. Rock, disco, ballad and 
blues-funk rhythms, plus power chords, bass riffs 
and more are taught by an experienced rhythm 
guitar player. The many tunes and exercises are 
all written in standard notation and tablature, and 
a discography is included. 

Amsco Music Publishing 


020201-0 8256-2201-8 


The first guide to music theory aimed directly at 
the guitarist. Invaluable for songwriting, 
composing and arranging, as well as for playing. 
The music is in standard notation and tablature. 


— ne Publishing 
ode U.K. ISBN 
AM GO. 7119-0175-9 
U.S. Code U.S. ISBN 
020204-4 8256-2204-2 


For the guitarist with some experience who want 
to play exciting, professional-sounding lead 

guitar. The book teaches techniques, fingerings, 

riffs, blues scales, soloing and more. The music i: 
all in — notation and aor ای‎ anda 
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